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ABSTRACT 
 
The issue of Modern society’s detachment from nature and a sense of place are 
the inspiration for this body of work. The use of aerial landscapes relates to the concept 
of our increasing disconnection from nature and our environment. Viewers float above 
the landscape and are not part of it. They can become involved visually but are not 
connected by a traditional point of view. There is evidence of humanity, but it is 
impersonal, paired down to simple shapes and brush strokes. By pulling back and 
showing humanity as a smaller part of the earth, like ants leaving trails in the dirt. I seek 
to give perspective and call attention to our relationship to the world in which we live. 
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FALSE RIVERS 
 
I have always felt connected to the earth and nature.  I was raised on a farm in the 
Chesapeake Bay.  Throughout the generations, my family has been farming the area for 
over 400 years. They arrived in America around 1607, settling originally in Jamestown, 
and then migrating north. The decline over years of the farms owned and handed down to 
the elder sons in my family represents the deterioration of a tradition and a way of life. 
The land has been sold off in pieces until there is now only one small farm that my uncle 
owns.  Having spent many years there as a child, I felt connected to the region and the 
traditions.  With the death of my mother in 2004, I started feeling disconnected from an 
area which was so much a part of my history and identity.  
Subsequently, I became inspired to investigate with my paintings, the issue of 
personal detachment from a physical place. As a society, we are growing less attached to 
traditions, customs and rituals of place. We are spread out across this earth connecting to 
others via phone and email, often not seeing family unless we fly hours across the 
country. There is no longer a need for traditions, customs and rituals that connect us to 
the earth.  
The use of aerial landscapes relates to the concept of our increasing disconnection 
from nature and our environment. Viewers float above the landscape and are not part of 
it.  They can become involved visually but are not connected by a traditional point of 
view. There is evidence of humanity but it is impersonal, pared down to simple shapes 
and brush strokes. I want to increase visual involvement by using more tactile and 
textural materials to create a visually lush surface. I do this with thick brush strokes, 
layers of transparent glaze, and the introduction of textural materials within the paint.  
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The use of resin in some of the works creates a play of light and shadow within the visual 
space. It acts as a unifying factor to the entire surface; but when observed closely, there is 
a shifting in the space much like what happens when viewing a landscape from out of an 
airplane window. 
Many artists have influenced me over the years. After traveling to San Francisco 
last summer and visiting its museums and galleries, I became attracted to the work of 
Wayne Thiebaud. His landscapes, of which the San Francisco Museum of Modern Art 
has many, are inspiring.  He flattens shapes yet creates very deep space at the same time.  
The landscapes of Richard Diebenkorn are another influence on my work. Not only am I 
interested in his use of color and paint but also how he selectively abstracts, allowing 
recognizable details to exist, and then minimizing other areas of the composition into 
painted fields of color. There are other artists that use aerial landscape in their works. 
Yvonne Jaquette, who paints aerial landscapes of the northeast, and Gerhard Richter, who 
through his photographs and paintings of townscapes, studies impersonal man-made 
forms and their interaction with nature.   Another influence on my work is the alternative 
media artist, Fred Tomeselli.  Although I don’t feel his work relates to mine on a content 
level, he uses non traditional industrial materials in easel painting. He suspends objects 
and paint within fields of epoxy resin to create places we can get lost in and he sees the 
picture plane as a window into another reality. It was the view out of the airplane window 
that inspired me to make this series of aerial landscapes.  
 
Today we can fly anywhere within 24 hours, and view what is happening on the 
other side of the world over the internet or via satellite with only a delay of a couple of 
moments. One could argue that we are more connected to the world than any other 
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generation before, but I feel that we are less connected. Why build relationships or 
participate in your community when all information and entertainment is immediately fed 
to you from the internet and the media? Where is the motivation to participate in the 
larger world? I think we are becoming more egocentric. I do not think we look at the 
larger picture but at the microcosm of the “I” world and what will immediately affect 
“me”.  By pulling back and showing humanity as a smaller part of the earth, like ants 
leaving trails in the dirt, I seek to call attention and a sense of perspective to our 
relationship to the earth.    
.  
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MY STUDIO NOTES 
 
Delmarva 
 
Delmarva was one of the first large panel paintings that developed from several 
small one square foot panels. They were collages and mix media abstracts inspired in part 
by the large amount of traveling and flying I was doing during the first two years of 
graduate school.  My personal history and relationship to the land drew me to images of 
the Chesapeake Bay region. In addition, the linear quality of the roads and rivers along 
with the segmentation of the land into interesting shapes and forms were appealing. I 
used digital satellite images as well as some of my own photography as source material. I 
often use Photoshop to modify the digital images.  I worked largely monochromatically 
on gessoed panels with collaged maps of the region going down first.  Then I layered 
transparent glazes of color in order to conceal and also reveal in small areas the collaged 
maps beneath the surface of the paint. Several areas of the painting began to be built up in 
layers creating a textural surface.   I wanted to achieve a sense of floating above the space 
and this desire carried over into subsequent works.    
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Delmarva, acrylic collage on panel, 4’x 4’ 
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Wicomico Series 
 
This series of drawings, Wicomico, 1-6 are details of the landscapes of the lower 
Eastern Shore of Maryland.  I focused on farmland located around my family’s farms. I 
was looking for visually interesting forms within the landscape, both man-made and 
natural, and the interaction between the two. For example, when a road follows or cuts 
through waterways, fields and forests and the way the linear elements work against the 
larger shapes. I see the charcoal drawings as a way to organize my thoughts visually.  I 
can work out what’s happening on the surface in value and tone before inserting color 
into the composition. I took the same six compositions from the charcoal drawings and 
started painting them on 24” square panels. I worked from the drawings and created my 
own color palettes trying to integrate more warm colors into the largely cool range I had 
previously used. I built up the surface using layers of paint mixed with molding paste and 
other textural additives. Then I decided to add epoxy resin. I had been experimenting 
with resin, attempting to discover the potential this non-traditional media offered in 
layering, transparency and sculptural depth. In these six paintings I built walls of 
Plexiglas around outside to contain the pours of resin.  When the walls were removed, the 
paintings seemed almost like sculptural tiles. Between and within the layers I suspended 
hand made papers, charcoal and dry point prints on paper, as well layers of acrylic paint. 
I chose to allow something of the resin’s quality at the time of the pour to show through. 
It was very much a process of trial and error.  It was a challenge to learn to control the 
resin and to predict what it would do under certain temperature conditions, which is 
important to the clarity and quality of the final result. The paint and papers are suspended 
within the resin at varying depths and even under direct lighting conditions have within 
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them movable cast shadows. I was fascinated by the effect of shifting space within the 
works. The resulting linear elements and paint strokes create a sense of depth but the over 
all composition it is still essentially flat. 
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Wicomico1, charcoal on paper, 21”x 21” 
Wicomico 1, resin and mix media on panel, 24”x 24” 
 
 
 
 
Wicomico 2, charcoal on paper, 21”x 21” 
Wicomico 2, resin and mix media on panel, 24”x 24” 
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Wicomico 3, charcoal on paper, 21”x 21” 
Wicomico 3, resin and mix media on panel, 24”x 24” 
 
 
 
 
Wicomico 4, charcoal on paper, 21”x 21” 
Wicomico 4, resin and mix media on panel, 24”x 24” 
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Wicomico 5, charcoal on paper, 21”x 21” 
Wicomico 5, resin and mix media on panel, 24”x 24” 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Wicomico 6, charcoal on paper, 21”x 21” 
Wicomico 6, resin and mix media on panel, 24”x 24” 
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Powellville 
 
Powellville is also inspired by the aerial views of the area of Maryland where I 
spent my teen years. This small town is located at the junction of the two roads in the 
middle of the drawing. It once had a mill that was fed by the river flowing through the 
dark green area. I used to go and pick berries by Adkins Mill Pond and in the cold 
winters we would go skating on it. My parent’s farm was located several miles north of 
the pond. I worked on the drawing for several months before starting the large acrylic 4’x 
8’ painting from it. I wanted to really focus on the relationship of the warm earth tones 
against the cooler darker greens within the painting.  Unlike Delmarva there are no 
collaged elements within this painting. I wanted to see what I could make the paint 
achieve texturally. I built the surface paint up in layers using acrylic additives.  
Powellville became like a large spatial puzzle for me to work through. There were times 
when I became lost within it. Line and texture were extremely important to me within 
both the drawing and painting.  I attempted to create space, both physically and visually, 
by building and layering the surface and varying the movement of the line quality within 
the fields of value and color. 
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Powellville, charcoal on paper, 3.5’ x 7’ 10” 
Powellville, acrylic on panel, 4’x 8’ 
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Snow Hill 
 
If you travel south east out of the Powellville you arrive at Snow Hill, Maryland, 
a small town where my Mother grew up. I spent a lot of time there as a child with my 
cousins and maternal grandparents. My Grandparent’s farm lies between the two towns. 
The river shown flowing through this painting is the Pocomoke River.  I have fond 
memories of canoeing and water tubing down this river, which has a really strong current. 
This panting also dealt with the urban area along side the shapes created by more rural 
farmland.  I found the rhythm and pattern changes between the two areas to be 
challenging to paint within the same composition. I wanted to continue the relationship of 
warm and cool that I had started in Powellville and really build up the surface using thick 
paint additives such as molding paste and heavy gel medium. I also decided to work the 
drawing at the same time as the painting, moving back and forth between the two. I added 
Conte crayon to the charcoal, creating a temperature change within the drawing which 
relates to what is happening to the color within the acrylic painting.  
 14
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Snowhill, acrylic on panel, 4’ x 3’ 
Snowhill, charcoal on paper, 39 “x 32 “ 
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Pointe Coupee Series 
 
I began these paintings of aerial views of the Pointe Coupee Parish Rivers, in 
Louisiana, which is where I am currently living. I felt I was attached to the literal details 
within the landscapes from my childhood memories. I was finding it difficult to break out 
into more expressive painting. My attachment to the place and desire to describe it 
translated into a tight and highly worked surface. I thought it would be interesting to 
contrast the way I approached the landscape of my home in Maryland to my current 
home Louisiana. There are similarities between the two. Both landscapes deal with rural 
and urban areas, multiple waterways that flow into larger rivers, and are essentially flat 
and close to sea level. But the differences in the landscapes end there.  Louisiana’s 
landscape has a much more wild, less developed or mature feel to it. Since I was here 
through the social conflicts generated by the hurricanes of 2004, those events may have 
contributed to my choice of moving to a wholly warm and volatile palette. Even though it 
has a green and lush landscape, I identify Louisiana with extreme heat. I decided that 
these paintings needed a different approach and I wanted to loosen up and try a new 
media besides acrylic. I started exploring mixing oil paint and encaustics which can 
achieve multiple transparent layers. I decided to use melted raw beeswax mixed with 
mediums and pigments on a hot palette. This created a limited color range.  I decided to 
go completely away from the green and blue, which is normally associated with 
landscape, and use an entirely warm red to orange range of hues. The first two painting in 
the series were created together and have a slightly different look than the last four which 
were all worked as an alternating group. I did not do a series of charcoal drawings before 
starting these encaustics on panels. I wanted the process to be more expressive and 
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immediate and much more painterly. I did play with photographic and satellite images in 
Photoshop by modifying the colors before painting so that I would have a concept of the 
direction I wanted the compositions to go before starting.  During the painting process, I 
remained open to the expressive opportunities put forth from the media and moments 
within the paintings. I found the transparent layering of the wax surface to be highly 
textured and visually lush. It achieved some of the same effects I was getting within the 
resin but on a more subtle level. 
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Pointe Coupee 1, encaustic on panel, 24” X 24” 
Pointe Coupee 2, encaustic on panel, 24” X 24” 
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Pointe Coupee 3, encaustic on panel, 24” X 24” 
Pointe Coupee 4, encaustic on panel, 24” X 24” 
 
 
 
 
Pointe Coupee 5, encaustic on panel, 24” X 24” 
Pointe Coupee 6, encaustic on panel, 24” X 24” 
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River Road Series 
 
The encaustics achieved visual and textural effects of shifting transparent layers   
through space in the Pointe Coupee series.   In comparison, there was a natural 
relationship to what was happening spatially within the layers of the resin pieces in the 
Wicomico series. I wanted pull this together and capture the expressive feelings 
generated in the two foot encaustic squares of the Pointe Coupee series and literally 
enlarge and develop it.  I combined the processes of layering acrylic and encaustic paints 
within the resin. These two paintings are each four foot square.  Instead of deep layers of 
resin they are very thin pours- each layer only slightly thicker than an egg shell.  This 
makes the River Road series of paintings seem them less “tile” like and more painterly. I 
went back to the Idea of working a drawing at the same time as the painting but I wanted 
to keep myself loose allow the mark making to be important.  The drawings in the River 
Road series are closer to the paintings than in either of the other series for this reason. I 
chose the river road as subject matter for this series because it is simply the road I travel 
every day. It seemed an appropriate subject matter for the last paintings of my graduate 
thesis.  I began this journey and it has been a long and difficult one with may twists and 
unexpected turns.   
My drawings and paintings are concerned with the issues of modern society’s 
detachment from nature and a sense of place.  Throughout the work, these ideas of 
distance and disconnection have developed within the landscape.  My varying approaches 
through media and content have shifted the body of work over the course of the thesis 
year to an internal as well as an external expression of those spaces. 
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On the River Road 1, charcoal on Paper, 40” x 40” 
On the River Road 1, acrylic, encaustic and resin on panel, 4’x 4’ 
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On the River Road 2, Charcoal on Paper, 40” x 40” 
On the River Road 2, acrylic, encaustic and resin on panel, 4’ x 4’ 
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